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Asan author, you'r prey sure you know your work 


‘You've writen i after all. You crested the story, putin the 


characters, gave them things to say and do, and have set them on 


2 path that offen leads to their redemption, or ruin, or sometimes 


both, in sequence or simultaneously. You are the author. You are 


the goof that tiny pocket universe. You let here be igh and note 


every allen sparrow. You know your work 


Bur then, sometimes, someone comes around and asks to 


borrow your work Say fora mew Netflix animated series that they 


decide aca Love, Death + Robots. They ell you they want to give 


the story to some att and filmmakers they know and see what 


lection it takes them in, You'te intrigued (and also, hey toss 


some money your way, which s nice), and you decide, what the 


heck, le’ find out where it goes 


“Then some time ltr, you're in your house, fring up the arge- 


screen TV that maybe you bought with some ofthat Netflix money, 


and LD*R streams down the Interet nto your living room. You 


watch the episode that those artists and filmmakers have made 


from the story you wrote, And then suddenly you have an epiphany: 


‘You don't actually know your work ata 


‘Or maybe i's more accu 


tt say that once you di, but 


row as photons blast that image off he scren and down into your 


eyeballs, you're getting a whole new view of the now not-so-tny, 


notso-pocket universe you wrote up, The world you created has 


changed gotten wider, more colorful, more visceral. Maybe nat 


FOrEWORD 


‘more eal —the images plumb the various depths ofthe fantastic, 


0 ‘realism’ isnt necessarily the metic you're looking for—but 


cerainly more preset. More abiding More tangible. More more 


And as you watch ths version of your work—created in 


collaboration with so many incredibly talented ass, animators, 


and filmmakers—the one that s new and wild and in so many 


‘ways unexpected, something happens: You forget you were the 


gd ofthis litle universe a al. You sit and take it in and, fr just a 


‘moment, you get a privilege writers never get, but hat audiences 


always do. 


‘You geta chance to be a newcomer inthe world you made 


tis, simply an amazing thing. And, when done right, bell of 


lo of fun, LDS ai it right. 


‘The book you have in your hands ia record of hese 


transformations. W's abou the alchemy of tuning words ito at, 


and trough that an, bringing new world to millions of people wo 


‘getto experience them forthe very fist time. Isreal work from 


‘eal people. As you thumb through the pages, hope you sense 


some of what | felt when these same aris took my words and 


‘made something else with them: Excitement. Wonder, Appreciation. 


Newness. 


More 


John Scalzi, September 7, 2021 


“The story of how Tim Miller, David Fincher, and the team at Blur 


‘were able to make a groundbreaking animated adule anthology 


alter knocking on Hollywood's doors Far over a decade must give 


hope to maverick filmmakers and ansts all over the word. When 


their dream project, Lave, Death + Robots premiered on Netflix 


Jn March 2019, eeintoduced adult animation to audiences 


‘worldwide while bringing together the talents of indie studios from 


ound he globe with the pro tam at Mile's own Blur Studio in 


Culver City, California, 


INTRODUCTION 


Miler—haisalsolnownfordiaingmdessuchasDeadpd 


(@ot6jant Terminator Dek Fae 2015). aswel reducing Sonic 


the Hedgehog fame (2020s (2022}—saysthecrgn 


Love, Death Robtsgpesbarkmoretanfieenyeasiowhen 


tinct Davcamecenvmtodscssoprojecandiied 


shears cee way weranBlu,"heralls"Davidlovesanimtion, 


sowedlscsedingapojetogtesandonedeawasiomakea 


wardhsogybseontbe 1961 movieHeavy Meal Thafil babi 


infunceonmevhen wasyoung hoe wanteiobesn animator 


rust but was nteestedindoingHama Baraca 


Ivana doanimatinforakis fils Fete Cat S72} 


‘worshjnasmidigumvesandhadancdettie. 


Fincher says, "loved the work at Blur and thoughe they had 


done a great job of incubating alent atthe studio, Tim ran the 


place in a way that inspired the artists, and they wanted to do 


nimation that had’ heen done before. While we tried to set up 


Heavy Metal, we worked together on project like the tes far The 


Girl with the Dragon Tatoo (2011), Eventually, Tim, Kevin Eastman, 


an tok Heavy Metal to every studio in twn—at least ice. Of 


course, this was all years before Netflix became what iti tnd. 


Although Mille and Fischer had directors like James 


Cameron and Zack Snyder on board, they cou’ gt the project, 


setup ata studio. * 


"We had the bes pitch fora project I've ever 


done, with tons of amazing anwork. But people were afaid 


because it was R-rated" says Miller. “They wouldnt ake a sk on 


something that hadn't been done before 


‘The tide finally ume when Mille bit box-office gold with 


the blockbuster Deadpool in 2016, Fincher calle 


job, mofo, now we’ 


going to use your momen: 


Heavy Metal made!” There were some compli 


the Heavy Metal banner, but the desire to do an 


remained, Ata meeting with Netix, Miler play 


ad to show the kindof quality the animation 


‘was bull on taking risks, and they were willing 


‘lds MUR crucial step was picking the comer 
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assembling the ideal alent oracle each episode. From the sta, 


‘Miller had a pretty clear idea ofthe types of stories Lave, Death 


+ Robots would contain. He explains, “read alot. I'm the kindof 


dork who will ead the hack ofa cereal box if here's nothing else 


around. Bu thee are so many interesting authors out there, 


(Ope of the writers Miller contacted was British author Neat 


Asher, who penned Snow in the Desert, Mason's Rats, and Bad 


‘Travelling, which Fincher would diet 


‘whether he hal any other stories lke Snow inthe Desert, which I'd 


stumbled across and he sent me ity short stories," recalls Mille. 


‘Similarly, “Marko Kloos, he writer of Shapeshifters and Lucky 13 


sent me a bunch of stories—I love his Frontlines novels too! There 


ae great stories everywhere, ike Harlan Elsen’ Life Hutch , which 


"fist ead in ple magazine back inthe "80s and remembered 


loving Ken Stcacy’s illustrations. Then there are authors Uke 


John Scalzi (Three Robots, When the Yogurt Took Over, Alerts 


Histories, Automated Customer Service), whom I've loved for years 


and who write both comedy and hard scl bilianly:” 


A COLLECTION OF VISIONARIES 


(0:car-nominated and Emmy-winning director Jennifer Yuh 


Neleon—sho directed DreamWorks’ Kung Fu Panda sequels and 


HBO's Spawn —joined the Love, Death + Robots tam in time for 


‘Volume Two asthe supervising decor. She heard about the 


project from Miller over a lnch st by a mutual fiend “I wasn't 


avalableto work on Volume One, but when Tin called about Volume 


‘Two, I jumped onboard! had spent my wile carer wanting 


do adult animation while ying o squeeze as much edness into 


family entertainment as possible without waumatizing the kids" 


‘Yuh Nelson, whe decid Pop Squad and Kill Team Kil 


loved working withthe differen producers and dirctors on the 


anthology, "You get ose thelr faces light up because they're 


setting a chance to create something they'd never be allowed 


to do anywhere else," se explains, "Sometimes, people wish he 


«plsodes were Longe, but the short nature of the anthology means 


‘hey canbe weird. They can existas pure, concentrated doses af 


Insanity that don’t have wo be liked by everyone.” 


Supervising producer Vitoria Howard came on bard when 


executive producer Jennifer Miller invited ert join the shot.“ 


was so excited when I found out the kind of stares they wanted 19 


tell and how much iteflecied the spirit of Heavy Metal (magazin) 


1 grew up watching StarTrek Star Wars and Alien anal of those 


genres I ove are represented by ur show. 


Hoyt —who has worked on shows sich a 


ne Bolick Horseman — fs hing bt pa for 


nis he show as bait wereide. When we sar 


‘was crate a community tht cul eam from ex 


leat the work” she exp kas a eon 


od explore. Metng new suds and ping ok 


Jeaing on th, was exciting. People wedi 


of, and gating a gle nother ves an 


tas been special in many ways. This crave ie 


fash mas, second only © cresting amazing anime 
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A DETAILED SELECTION PROCESS 


Picking the correct stores and matching tem withthe ight 


lieetrs and studios is key tthe show's sucess. Yuh Nelson 


says, "Each dliector has a specaty, something they do beausifully 


and we try to match a story with them. And we have an entire wall, 


filled with stories we've found and love ta choose from.” 


Each season goes through dozens of permutations. “Alot 


depends on the alchemy of stores,” says Victoria Howard, "You 


stat by picking the ones you lve and then winnow it down frm 


there. Then we fgure out which company i best o produce each 


pisde; there are many layer o this puzzle 


“Lave tha | work om a show where [had to send an email 


saying, ‘think we have too many A apocalypse stories—we might 


‘want to changeit upa litle!" Yuh Nelson laugh 


‘Tim Miller always wanted the show to have an eclectic nix 


of stores, sys, and directors. “lke sci and famasy best, but 


horror, comes, and drama are equally important to have inthe 


‘mix, All of cur stores need action, scope, and hear,” he nates. "We 


also try t fad stores that work als, K's important 1 us that We 


honor the orginal intentions of the authors. 


Since Miler knew most ofthe boutique studios working in the 


{game cinematics industy, he asked them 1 collaborate with Blu, 


“They were our competitors, but we're on friendly terms wit al of 


them, We knew they wanted o create besutfl work, just a6 We 


i, Most ofthese companies arent large enough to do features, 


but they could easily handle episodes of our anthology series.” 


“The show's visual effets supervisor Jerome Deajean, who 


hasbeen with Blur for twenty years, welcomed the opportunity to 


collaborate with these other companies.“ was a musician when 


1 as younger, and Hove the band dynamic,” says the French- 


born VEX veteran 


yj to make sure all the work isthe 


quality bar ofthe show and looks unique. We love varity, and i's 


lnmportan to have each story feo special. We ty to gently push 


everyone ouside their comfort zones to ry new things. That's 


wen the magic happens 


DDenjeanbelioves the show's legacy wil be the va 


‘ways they've proven tha animation can tll adult tori 


+ adult animation, people though i. 


‘warrior women in bikinis, ing dragons—naughy, by 


substance, But we all know there are tons af stores wi 


‘hemes that aren't X-rated or hyperviolen. We can ell 


about the human experience, ike The Drowned Giant, 


‘which deal with fe, death, and aur place in the univer 


‘Looking back a what they've done sofa, Miler 


the level of passion and pride al the studios have brou 


show and how excited they are to work on someting 


them ta beso creative “I don't think you can find anal 


‘with more personal investment from the people work 


all view LD+R as an opportunity to do thelr best work 


happy to provide the opportunity. Like us they want 


bea lave letter othe at af animation and the beauty a 


form storytelling” 
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(ON BRANDING, TITLES + ICONOGRAPHY 


Blur had found its stories and creative partners. Now they needed 


{ craft an identity far the series. The short-form structure 


offered a unique opportunity forthe branding and design tear, 


led by executive producer and creative director/designer Jennifer 


Miller. “Our anthology isa collection of many different genres 


and a celebration ofthe artform,” explains Miller, “Qur goal was 


‘to have the branding reflect the wild ride from story o story and 


The frst task was choosing a title forthe show, and Jennifer 


cleanse the palate between them.” 


and Tim Miller spent months searching for the perfect name 


Every morning over breakfast, we discussed tiles while digging 


‘through art magazines and books for ideas,” she recalls. “We even 


hired a neural net specialist to feed in all kinds of strange lists 


fram books, movies, the periodic table, songs, etc. We got back 


fun, thought-provoking, and sometimes strange titles, though 


hone of them quite worked. Ultimately we landed on Love, Death + 


Robots because we thought that i ll anyone really needs.” 


“Toconnect withaudiences round the globe, “our goal was 


alaystocratea visual anguage—onethatanyone inthe word 


could eadand understand withoutanslation,"saysNel Kellethouse, 


‘heaccaime designer behind someof be industry ‘smosticnic 


posters. Kellethousedevelopeddefiallogolincorparatingdce 


LOVE DEATH 


& ROBOTS 


sigue kone ht would sand in fr the show's ie 


According ta Kellethouse, Finalizing the cor 


for ‘Death’ and ‘Robots’ was no easy task. “A sb 


and ubiquitous, and we needed to create a syners 


of animation. In the end, I dink the overall grapl 


worked well.” 


ustrator and storyboard artist Jarred Puri 


create the icons that introduced each episode.“ 


veloped these coal explorations ofthe logo an 


aesthetic,” he says. “I love boiling things down t 


so I made a page of symbols from the elements 
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(One of the sgnificam aspects of Love, Death + Robots is that it 


offers up a butft ofthe visual styles and technologies avallale 


‘in anlmation wday. Each episode uses a form of animation— 


stylized CGI, realistic motion capture, o classic stop mation —t0 


tellits story inthe most exciting way posible 


Despite the variety of formats al the animation teams used 


similar process to create each episode, Jerome Denjan, series 


VEX supervisor, explains, “Each short begins withthe story, Tim 


{ier has ead hundreds of tries, but each one mast it within 


ANIMaTION EA 


the broader canvas ofeach volume, We need he rght mix of 
section, humor, horror, comedy, and fantasy, nce we fel there's 
good balance, we move forward with the scrips. 

[As each scrip develops, the team decides which animation 
style, studio, and director are the best fit. Then it's ime focus 
an visual enncepts. "This is where we do some world-builing, 


says Denjean, "Sometimes, the 


nosen studio wil tackle al ofthis, 


but we often lp withthe visual style ofthe projet. Design is 


crucial step inthe process to get righ 
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“The nest stp invalves building 3D character models. Denjean 


continues, "I i's CGI, they have o create digital models. If i's 


‘motion, i's a sculpt ofthe characters If i's 20, i's model sheets 


and illustrations. Then it's time to “vig the characters so that 


snimators can get to wark, At the same time, ses and props are 


bull Whether i's digital sets for CG or real sets fora stop-motion 


project ike AU Through the Howse 


Storyboards and animatics are produced in parallel "Nothing 


Js linear," ays Denjean “Storyboard ansts are working feverishly, 


and etors ae creating a story reel from those drawings. Temp 


voice and music tracks are added tothe el so that everyone can 


evaluate the overall timing and flaw af he story.” 


Later, the audio tam adds sound effects and final voces 


after the casting and recording sessions. Eventually he 


storyboards are replaced by digital animati shots. “The animation 


1s very primitive at dis stage, but over ine, these rough shots 


become ever more finshed animation. 


Lighting is next 


art of cinematography is crucial wo 


the process and can bea characte isl,” says Denean. “Every 


frame needs to be beautiful. CGH needs lots of computer power io 


calculate each image; on average, berween one and fifcen hours 


to be rendered. For 2D animation, he proces is dfferent—with 


animation fst, then color and final polish.” 


Formotice-apuaesy eps suchas FsbNigh ators 


_werngshn-ihsutswithreflectivemukesateachjeintcto 


thescees. Tee aredoensotinfaredcamerssuroundingh 


stage athe se rangle andrei pastioninspacea 


funrsofmathessysDesjean “The accuracy fied 


alee lay inte asimtontisonslymgesietnach 


‘wht animaton mts Onceteaninsiondspatents 


his eanmodiy and nesstinotheinasbas.” 


A ilps of cmponing is edd for every poe 


‘wht 2D, top mote, or CGL The ass al hing sa 


smoke, glows, an! fl yin while essing major VEX el 


explosions. Fly eveything gos rg a elo check a 


"We ned o make sure eveything consist” nts Der 


VoLUME 
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(Ctrsmatcbossuchasf2-D2and WALL Ehsvebeenstaplesal 


popeaturferdecdes. Adis Three Robes J Sc 


‘wesatoolauemtnastomaketimelyandhuoreascommenry 


sheuntefeeklessnrsoftumantyinaps:poclypic wal Show 


‘cei Tn Milroy somuchthathensaed ergs 


evenbfcreitwaspuchinte boss. Furies antag (20). 


Spanish sto Headless Animation—led by Vitor Maldonado 


and Alfredo Torres—accepted the challenge of bringing the story 


to fe, "We had established a great elatonship with the Blur 


Gat 


THrEE ROBoTS 


team while working on When the Yogurt Tok Over and Aemate 
Histories," says Maldonado, “And as we were wrapping those 
«pods they showed us Three Robots. was the last hor of 
Volume One put ito production, so we knew the schedule would be 
tough, but the concept was so coo that we could say no." 

“Torres ads, "We loved the idea of making something ha fle 
lke an nde sc movie. Simply following thee fiends rambling 
shout ile a they tour iy, We waned to explore the chemistry 


between them and make people fallin love with the character.” 


“The diecrs want the i chard by 


‘Seve Blow State have an ny, rnd gp. We 


wat the fs of the film to be ike lay-budget avi, ed by 


smal crew How would hy fn 2 conversion between close 


frends dinero he eda mots? We wanted rounded 


aa elise camera work and aye away fram Hay fet 


“Maldonado and Torres, who had worked together on Spanish 


‘movies such as Noctua (2007) and Guillrma del Tro's Neti 


series Trolhuners, knew the project would have its share of visual 


challenges. “Of our thee shorts in the anthology, his was the 


‘most comple," says Maldonado, “We needed to create three very 


ferent characters with distinct looks and personalities 


“The voice actors payed crucial part in defining each rbot,” 


“Tomes explains. “Josh Brener as K-VRC, Gary Anthony Williams 


as XBOT 4000, and Chris Pamela he cat During developmen, 


we sed the voice ofan online reader app asa placeholder for 


cur ‘Pyramid Robot.” When we heard Brener and Willams having a 


conversation with lifeless deadpan reading app, it added a whole 


new level of comedy! 


VEX supervisor Jerome Denjean says, “The work the Headless 


team dd on Three Robots expanded upon the orginal story, which 


all ook place in one room, 1 was always funny, but Maldonado and 


"Tore! idea to have the robots acting as post-apocalyptic tourists 


made it visually sunning, 


‘The Headless duo belives that, oftheir tee episodes, 


“Theve Robots was the easiest like, "lt has a clasle comedy 


set-up, and people seem 1 enjay i” says Maldanado, So much 


so that Blur decided to doa sequel fr Volume Three, in which 


the three machines continue tn expare the apocalypse with 


comedic commentary 


BEYoND THE aQUILA rIFT 


ate 


sequence where Thom thinks he's in control, but Greta seratches 


bis bac, suggesting that Thom isnt in control afterall 


"ove the Final ewist ofthe try” says Digad. “e's a 


reat ending that takes the audience by surprise, And the 


‘complex elatonshi that evolved between Thom and Greta is 


surprisingly moving.” 


Classic fils such as the Alien saga weve a massive 


inspiration for Lure and his eam. “ve hal a pasion for 


astrophysics since I was aidan enjoyed the design proces. 


Getting a chance to ask questions ike, "What kind of bar would you 


ulin space? Something witha spectacular view ofa beautfally 


colored nebula, of couse 


Fans paying close attention to Greta’ flection ina glass 


ote as she and Thom stat the bor will get clue wo er te 


form, Likewise, her shadow on the wall when she reveals that he 


experiencing a simulation foreshadows the reveal 
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A young couple is surpase to discover an ancient iilization 


Inside an old refrigerator. Thar's he premise of Michal Swanwick's 


‘unusual shor story, which inspired the hybeid live-action! 


CG episode Ice Age direte by series creator Tim Miler. The 


episode stars Mary Elizabeth Winstead and Topher Grace, with 


the VEX shots produced by Atnmic Fiction (Montréal and Digic 


Pictures (Budapesn, 


“Miler is acted o stories mixing fantasy and the mundane, 


like Volume Two's The Drowned Glant “Thematically, they both 


ICE aGE 


deal with unknown worlds intruding unexpectedly on our own. Wha 


doesn’ want believe they could find a door to anesher word in 


an old fridge? 


“Lremember my father debunking the shit got excited about 


asa kd, ike ancent astronauts,” Miler says. “He'd scoff, ‘Wel, 


if that acwally happened, it would be a the from page of every 


newspaper’ He's right, af couse but the shelves of hs brary 


were stuffed with sc-i and fantasy fiction because he was 2 


dreams, 00 
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‘When Sonnie's Ege premiered in 2019, twas an immediate fan 


favorite because of its unique visuals and suprising ending, The 


shor odapted by Philip Gla fom Peter Hamilton's story, stn 


a dystopian cyberpunk flavored fuure where Sonne (Helen Sadler) 


and her engineredeyber-beast compete in gruesome death 


matches for entertainment. 


1 jlned the studio from South Aftica back in 2002," says 


Aieetor Dave Wilson" eventually became creative director a Blur 


‘when Tim left to do Deadpool. Tim suggested I consider directing 


SONNIE’S EDGE 


Sonnie's Ege for LD*R , and 501 radi, loved it, and was hooked!” 


‘Wilson who aso directed the 2020 Vin Diesel movie 


Bloodshot —loves the work of Hamilton. “The frst series of his 


"read was the Night's Dawn tilogy,” he recalls, "It's fabulous— 


‘Affinity Link tech is par ofthat word, 00, love any story that 


finds a way forthe audience to experience story revelations with 


the characters—and that isthe case in Sonie's 


“The directo modified the creature's designs beyond the 


original sory because he waned something more engineered. “The 


VRS 


“I had wanted to create so} 


Peyravernay’s style for age| 


characters. He has this wa 
sense, and transferring that 


But the final look is o} 
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(One of he fist volume’s mast unusual shots was Jon Sealai’s 


story about a yogurt cule that becomes sentient and decides to 


rule the wold, Blur tappel he bilan Barcelona-based do of 


‘Victor Maldonado and Alfedo Torres (Headless Animation) to helm 


f00e ofthe more artoonyemties inthe anthology The team also 


‘worked on Alternate Histories and Three Robots 


"We fel in lave with he short story by Seal It had such 


delight and absurd premise," says Tores. “We wanted to 


justaposethe sural aspects ofthe tory with a serious, deadpan 


WHEN THE YoGURT TOoK OVEr 


‘ming approach. The pitch we made to Blur was "The most stupid 


ea done inthe mast serious way!” Explaining how a yogurt takes 


over the world in ive minutes was challenge, but a reat exercise 


In condensed narrative." 


‘Maldonado and Tores studied Davi Fincher's features and 


Iconic sc-i movies such as 2001: A Space Olyssey for inspiration. 


“These were films with avery linical, clean, detached approach, 


‘ith clear compositions,” says Maldonado, 


‘One challenge the duo faced was adng production value to 


Sue 


aw /( 


UNEMPLOYMENT RATE 


“T think it’s t} 


don’t like 
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Liewtenant Zakharov and his Red Army squadron hunt dawn a bare 


of ghouls deep inside the Siberian forest in The Secret War, based 


fn David W. Amendola’ story, Budapest-based director Istvin 


‘orkocey dicted the episode, with Kiroly Prkolibas art decor 


and animation from the team at Dig Picts, 


For Zorkécxy and the Digicteam—producers of some of 


the best game cinematics and trailers ofthe past decade—the 


epsde’s length was a challenge. The main inspiration forthe 


lector was the story's sting, "The cruel but magnificent beauty 


OOx* 


THE SECRET WaR, 


ofthe Siberian landscapes atracted and repelled me athe same 
time," Zorkéczy notes. "We only needed ta enance the ook and 
feel a iter bring it in the direction of fantasy. In addition, we 
tried to sugges this was all happening during Word War I by 
adding details suc asthe cashed plane for our camp setting 
“Zotkicry consider look fhe hurts tobe ct 
“Weta hita bali tween syed and al preparions And 
inns of mination sve, twas car hat mo-<ap-tased animation 


waste way to go. Ofecuse, withthe manson ghouls we used 


‘re animscn bil made the i lic 


A major challenge was balancing the realistic elements with 


more exaggerated visuals. “We had ta determine the degree of 


reality along guidelines set by aur dre,” says Porkob. “The 


design ofthe ghouls required us to create entirely new beings that 


felcunique and breif 


Designing how the ghouls moved was another challenge, says 


Potkolib, “They need to climb from the ground un fast, elim 


trees and walls, and had very sharp claws to tear thie prey apart 


Wie ha! todo a ot of experimentation with motion, which affected 


the design then we'd test more. Fr us, ths project was a exciting 


aenture, and we eared ot 
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char of Souls is based on Kirsten 


Finest collection. The Emmy’S-winning episode tells the story ofan 


eclectic group of mercenaries encountering an ancent vampire 


‘The short was directed by Owen Sullivan, with animation produced 


by Studio La Cachet in Pais 


Salar an arcaimed onboard ais and animation dec, 


fas worked on a wide range of projec, inching The Leen of Kora 


snd Baan Te Kling Joke (2016) He hs bays bn a massive fn 


the 2015 SNAFU: Survival of the 


Oxe 


SUCKEr OF SoULS 


were Stud La Cachet 


supervisor lien Cheng, animation supervisor Ulysse Malasagne, 


andl design art Qussama Bouachera, veteran tam whose 


credis include Genndy Tantakovsky's Primal 


Beran ee yoke eden yey as wating 


cher testo “Theses ssa Welker 


sanytien profes ihanbiins van licenced 


‘slang pie bang pup of wih kia ia 


hd he bai as alana aang” 


Sullivan says he inialy thought about “going fll Giallo,” 


refering tothe 1970e-era Kalin horror genre. "We never got here, 


but the overall color paleteof the project sil as that inspiration 


Inthe end, we went with a retro John Carpenter feel—dark, rity, 


and a lot of gore, Each scene feel almost monochromatic, with 


contrasting splashes of colar (usally blood red). And ance we 


started seeing the painted backgrounds from La Cachet, it all, 


took on an "80s cartoon vibe in the best possible way. Watching the 


short makes me fel ike ahi” 


Drawing the bulke-up version of Dracula prove abit of 


challenge." 


was my design concept and I enuldn't do i,” Sullivan 


admits, “Luchily, La Caches Ulysse Malasagne was there 19 


help pl us throught 


“The fuld 20 animation was all Stuio La Cache 


Sullivan continues, I had been waved by ther anima 


Kairos, whichis incredibly dynamic and beautiful So 


boarding, drew alt of inspration from it and worker 


strengths ofthe animation team.” 


(Chinen points out thatthe 20-animated tye is @ 


ferent rom the CG-animated shorts in the anthology 


dynamism i those other shorts pushed ust do some 


the movies that inspired us inthe "90s. But even so, we dda’ use 


any CG, even forthe triekiest shots, making our short the only fully 


rated episode ofthe series." 


“The character of Simon, who gets gruesamely sliced in half 


by Dracula, was designed to look ike my childhood friend Jeremy.” 


audits the director, “I wasn’t mad at him ar anything: 1 ust hough 


he'd gota laugh outfit,” he jokes. 


hope his mother never sees 


the film, though 


’ 


JULIEN CHHENG 
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‘Spanish ast and animation veteran Alberta Mielgo wrote and 


liected The Witness the cyclical episode about a dancer who 


accidentally becomes an eyewitness othe murder of 2 woman 


‘in abiding across the see. The flm was a standout in Volume 


(One and went on o win three Emmys®(Oustanding Short Form 


Animation, Production Desig, and Character Animation), 


‘Lave, Death + Robots allowed me ta explore areas of 


animation I don’ often get chance to visi,” says Mielgo. "I had 


‘worked at big studios on family friendly movies and TV shows such 


THE WITNESS 


as 2010's TRON Uprising and Spider-Man: Into the Spider-Verse 


(2018), 501 was ready fora change. When I heard fram the guys at 


Blur about LDR , 1 knew I wanted a be involved 


“Tkoep folders of photographs that spark my interest, 


and go through them before I start a project foe inspiration,” 


he explains. found a photograph that 1 had taken in Belin and 


another in Hong Kong. The Berlin photo was the ierior ofa 


room, but you could see buildings outside through the window. I 


reminded me of Aled Hitchcock's Rear Window (1954), which is 


Oo 


® 


® 


also about a character witnessing a murder froma window. The 


Hong Kong photo was asret view, and togetber these images 


‘became the inspiration for The Waness 


“Miclge loves get as many real-world references for 


his projects as possible.“ went to Hong Kong and shot the 


backgrounds with my camera, just as you would scout locations 


fora live-action movie.1spentsime finding al the shuts and 


camera angles then used the photographs as references forthe 


atings we did fr the short. Next, Iida pas ofthe storyboards 


“Alberta's storyboards ae amazing,” remarks season one 


supervising director Gabriele Peanacchial, "When he began using 


editing softwate to move the camera around his pains, he 


developed his unique sensibility and syle From 


teens animation asa medium or aduls.” 


‘While Mielgo and his team at Madid-base 


CG tools such as Nuke, Maya, and Aro, the L 


notes, “t's the same basic concept of characters 


pine images, just ike Bambi (1542) 
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Setting up a studio in Madrid and staffing up was significant 


callenge for Mielgo, "twas used to working as an at director at 


big sudo, where there sa smooth pipeline in place, lke a big, 


cookle factory,” he explains. “But the only way 1 could prodace The 


‘Witness was a create a studio setup from scratch, 


‘The Witness was a unique projec for Mico, He recalls, “t 


‘wrote the script 1 explore new facets of animation for ads 


Before Lave, Death + Robots there weren't many opportunities 


for sophisticated, adult themes, For me his show represents 


everything Disney would never do. Disney is very gond a doing 


Disney, but this kind of animation is completely diferent 


[ks i et el 


AANA 
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‘A community of farmers onan alin world band togeber, using 


homemade armored mechs, to defend their and and families 


from sams of insect allens. That's the premise behind Steven 


‘Lewis's shor story ‘Sut,’ which insplred one ofthe most ambitious 


episodes in Volume One, directed by Blurs Franck Balson, 


“hepa ns ame yl ae tan Bsa wak 


‘wih alle i asm easiness wi he kek andar “We 


nly dot hve ine w aphr heme cie apes ofr 


hens the ms of aay abn a pd ship 


SUITS 


vase reid apes fsa swell stain We 


ord soy fauesin bea ae of armani 9 weer 


ss fs fers any poplin fas se ch ce 


“The director also poimts out hat the reveal atthe end ofthe 


episode was ant addon “Inthe original story, you learned hat 


the creatures come every year—a cyclical even, ike locusts, that 


the farmers have to handle. We wanted the audience to fee there 


asa larger story beyond the ane we were telling.” 


Balson was thrilled with the character designs. “Our art, 


¥ 
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lector, Mike Hil, reached out o Belin-based Karaker Design 


‘Suio, and the frst concept they did for Hank was exacay what 


ad in mind, He was the base fr everyone else, I wanted the 


monsters tobe all teeth and no eyes, like Alien,” be note. 


"You can 


ead what they're thinking, which makes them 


‘more terrifying" Balson explains. "For the cows and chickens, we 


stole them from Blur's brary, having been done for Jeff Fowler's 


2004 short Gopher Brake . We tweaked ihe stylet bea mix of 


Happy Tree Friends an Starship Troopers (1597), 


Animation supervisor Hubert Daniel loved the contrast ofthe 


colorful and ight animation syle wit the darker ane ofthe story. 


1's an orginal mis,” he says. “There ae some dark elements tthe 


story, but also comic rele. Just when you least expect ita chicken 


Joke breaks things up. 


“The team had fun animating the chickens and cows in the 


background. Eaple-eyed fans will notice chickens inal sons of 


unexpected places throughout the shor. They can even be seen 


cating the remains ofthe aliens in one scene. 
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Sometimes posting you late-night drawings on social media 


an lead wo fantastic opportunities. Animation veteran Oliver 


‘Thomas, who directed Good Hunting , was contacted afte sharing 


his sketches on Facebook. His Heavy Metal Inspired designs 


caught the attention af Volume One supervising director Gabriele 


Pennacchia 


"Gabriele asked me o pitch an episode to show creator Tim 


‘Mile, says Thomas, who has storyboard on features such as 


Sonic the Hedgehog (2020) and How w Train Your Dragan (2010) 


GOoD HUNTING 


was fascinated with Heavy Metal magazine in my tens, was 


super stoke but litle etifed, bee 


1 ida’ ave any fully 


developed stores in that gere 


Evenualy,he was asked o direct Good Hunting an 


adaption of Ken Liu’ tale of» Hull ing shopeshifting fox 


spirit—set na steampunk ve 


on of early-200h-cenury Hong 


Kong, 


Immediately, my mind was switling withthe possibilities of 


this incredible tale that was exciting both asa story ad visually” 


he rca, 


€ 


be: 
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‘Theale ofan old man named Ugly Dave, his ash monster Ott, and 


their alliance to defend their home frm a greedy health inspector 


(ced by Gary Cole. The Dump was directed by animation veteran 


Javier Reco Gracia and produced by Carlos Tschuschke with 


Madeid-bsed studio Able & Bake, It ian adaptation af a tory by 


Joe R Lansdale. 


Gracio—best known as the dectr ofthe Oscar-nominated 


2008 short The Lady andthe Reaper —isa storyboard aris for 


‘movies such as The Grinch (2018) and Minions: The Rise of Gru 


dX 


THE DUMp 


(2022), He welcomed the chance ta do something completely 
ferent from the fay projects he's worked on over the 
past decade, 

(One of Gracia’s goals was to capture the beauty in the 
ugliness of the older man’s world, “There is something aut Dave's 
POV thats appealing, eventhough he s kind of crazy” explains 
the director. He's a happy guy living in conitions most would find 
depressing. Scared and tattoned, dit under his fingerails, he is 


‘man who finds peace amidst the junk others have tossed aside.” 


“The thought of being able to work on an 


adult animated project in the U.S., which 


had never happened on this level, was very 


appealing to me.” 


JAVIER RECIO GRACIA 


DIRECTOR 


“Thesoryofnwo Americans DecerandSobish whore 


fing abana Afginistn—andalsohappentbe werewolves 


Basedonaseryby Marko Kons hesegmentwasrecedly ohne 


Oneaipeisng rec Gabrile Pence 


Pennacchiol has worked at DreamWorks on films suchas 


“The Croods (2013) and How to Train Your Dragon (2010), and when he 


ad Koos’ sory, he felt ithad huge potential. “I felt very strongly 


about the themes of racism inthe try, and the mix of boro with 


realty was fascinating 


SHaPE-SHIFTErS 


Visually, be aimed for a realistic look, witha hint of stylized 
design forthe characters, Forte animation, that meant working 
With real actors ona motion-capare tage. Pennacchiol studied a 
Wide variety of movies, illustrations, and comic books for werewolf 
designs. The final results looked 809% lupine and 20% human, He 
adds, Having taught animal anatomy t DreamWorks, {had an 
advantage in creating the creatures.” 

Blur CG supervisor Darren Butler dd los of research and 


development for the environments. The team watched fs set 
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{in Afghanistan and collected war photography. In patculay, the 


documentary Restrepo (2010) hlped give ennacchiol and Butler 


Insights ino the sldiers' tives. 


Ber pins outta having il ees jus halfhe 


tae “The her al sundestnding ot apy tht in "he 


capa. "Soa gop of us went phe Sera Neva mourn ange 


andtocc handed of pons inal kino candins Weeven gota 


‘funn snot fulmoon- ght sing eam meses dg ar 


‘efor of how mong sulle fron an anima. We aso 


id pias ofthe cers fail anmuton capt and 


lendcape po sssnstoelp dl intelook of Shape Shier.” 


Panning te cmc werewol igh was anther 


calles alls us, "We sed wih stongston4 


‘Rvolphe Goennden, who ad epee asa igh 


‘he Kang Fu Panda movies Then, waking wit rwoe 


‘eas (one ey Philip, Ser, who deere 


show Daredevil), we were ale finesse tb action be 


ver tthe wm of aims, who ae ee magic 
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‘When thei car breaks down nthe deser, wa traveling salesmen 


fave a sural experience in Joe R Lansdale’ story ‘Fish Nigh” 


‘Damian Nenow directed the shor, which was produced by 


Amur Zies andthe tam at Wasaw-based animation studio 


Platige image. 


Funded in 1997, the Polish studio has crested several 


‘beautfl shan, including Tomek Baginshi's Oscar-nominated The 


Cathedral (2002) and Nenow’s acclaimed Paths nf Hate (2010). ls 


also delivered cinematics for games like The Witcher trilogy and 


FISH NIGHT 


VEX for films such as Wonder Woman (2017), 


“This beauifl story explore relatively complex relationships 


and emotions,” Nenow points ait, “The stay's symbolic meaning —a 


plilosophical mixture of Daedalus, Malton sprtuaity, anda "70s 


‘vibewas very emotional for me, Bath Joe Lansdale’ orignal story 


and the script by Philip Glatt were very moving. 


Producer Zcs als “I have ays loved magical als, And 


when Id Fish Nig’ er he is time, found it be an inp 


bee of enetons diving the wo charts! acon. kw 


‘sry wit vinyl would be best to srt hei jouney 


[Nenow’s earlier work informed that visual style" wanted to 


cominue the unique, comie-book-sylized 3D look we established 


Jn Paths of Hate. The art director, Rafal Wojunik, and Iweee asa 


Influenced by modern digital Iustratons from artists such 35 Gani 


‘Montes, the Hanula brothers, and Serg Bros,” 


“This story has enormous potential fr interpretation, 


Nenow 


explains. “I's very symbolic and could easily slide into existential 


‘homes that area staple of Polish cinema, where my aise rots 


lie. Yet this story i als bight and magical.” 


“The producer knew this short would be diferent fom the 


‘other projects Platige had worked on belore. "We felt a great deal 


of ownership inthis film, eventhough it was mi 


ies. “Them beng in charge just made it easier 


understand the process.” 


ies ads, “When | picked the Fish Night © 


project for Plage, Tim sid that he'd been inter 


(ne himself, but Lam glad picked it frst!” 
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Helping Hand in Volume One ia tghly-plotied story about 3 


stranded astronaut who must use her brain and her body — parts of 


1 anyway—to survive, base ona short story by Claudine Griggs. 


Director Jon Yeo loved the contained nature of Grigg original 


story. “The fil is very focused a single locaton anda single 


character throug which we experience the say.” Te director 


‘worked with the brian eam at Glasgow-based Axis Animation to 


bring itt ite, 


(Oe of he extn pets ofthe sry for Yeo was that it 


V@s 


HELpING HANd 


ould have been et an any dans rai tay pin in sty 
"The sivas decided hat day, everyting will go wrong forthe 
min charac, Alexandria Srphen” nas Yeo. “But she isthe ype 
of esacer who will ever give up, even when al hope pesos.” 

‘Yeo explains, "We wanted things to feel elise rater than 
famastcal so that Alex's story felt relatable, She's an everyday 
‘maintenance ech ina working-class grind set agains the awe- 
Inspiring backdrop of Earth obit 


After acess Elly Condron was cas, se was digitally 


MISH e2Y2"2 3 ITeo 


‘8 OMRTe 32n2 A 


ORBITAL 


MAINTENANCE 


DANGER 


[MIND YOUR FINGERS | 
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John Scales story about a ‘Muliversty’ app asks us to explore 


an infinite variety of timelines—ike the many ways Adolf Hitler 


could have died. Maybe suffocated in gelatin, crushed by a 


‘meteor, or even screwed to death by four Viennese prostitutes 


‘The possiblities are endless. 


Exploring them was, ence again, the Barcelons-based uo of 


‘Victor Maldonada and Alfmda Toes (Headless Animation) 


‘The Hider sketch provided them the opportunity to cut 


Jose and venture into namie tertory. “Having the chance 


ALTErNATE HISToRIES 


to poke fun at Hier with violence and sex with a Saturday 


‘morning cartoon approach was loads of fun,” says Maldonado, 


"We looked at lots of 2D animation from some of aur favorite 


ants for inspiration, 


“But wed want makelt ODSrem” Mando nts, 


“wena could acon eater acne tec 


‘seracaoon ys—using Aer tes foranimution, Our favaite 


tit design fore ier chacer wastopehi in kth, 


which tok the wholeconcyttonex eel ridicules. 


x xO 
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“Maldonado ads, "Seeing someone so despicable die in so 


many undignified ways is eathani. The syle is so vidicuous it 


allows people disconnect his episode from real evens and 


enjoy itas silly escapis.” 


Series VEX supervisor Jerome Denjan points ou, “The twa 


ects handled mast ofthe design; the Headless guys havea 


ack fr telling stories tha are both funny and engaging, They did 


such 2 great job with his episode that we went back to them to do 


the Yogurt and Three Robots episodes as wel 
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Huranity’s tendency to andropomaphize techmlogy ges a 


olga evs in Lucky Thee, a sir by Marko Koos, Diced 


by Sony Picts Imageworks! Jeme Chand excetv priced 


boy Mandy Tarkenson, his epsade cet on a rookie lt, Colby 


(olayed by Samia Wie), who gets a combat doptip en which the 


las pw crews he dec 


(Chen iho aloo dct Vokume’ Tee's in Vink Has 


nme —i an Oscar-nominated VEX indy veteran oho fs 


‘woken fms ike Sar Lil (1955) and Sue Su (2016) 


LUCKY 13 


"ma fanofmiiaey-advenue sores nove hewitt heed 


ofthis one, wheretheshipseemsto sci isalfosavels pt” 


“he challenge was ia constructing the elatonship between 


Colby and the dropship. We use the ship's seeurity cameras to 


ive Lucky 13a point of view,” says Chen. “And we added a scanning 


LIDAR effect whose sound effects were ike a beating heat, athe 


ship felt ke alvin thing, 


For visual reference, a touchstone was Ridley Scots Black 


Hawk Down (2001, “Scot establishes an iconic syle for any geare 


“Because the st} 
space and on alien 
ing of the actiq 


for] 
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Russian decor Vitaly Shushic'sanime-inspired X-Story 


‘generated a lot of attention when released online in 2016, I also 


‘caught the atenton ofthe Love, Death + Robots eam, so they 


reached out to Shushko to ak if he'd contribute othe anthology. 


‘Supervising director Gabriele Peanacchioli reals, “loved 


the way he was blending anime influences with western animation, 


particularly Doo Blut's animation and desig, but there ae alsa 


‘ods to both Akira (1988) and Dragon's Lai [found his style fresh 


and his storytelling equally original, and Blindspot became the fist 


BLINdSpOT 


short be greenlit forthe series” 

“The St Petersurg-based ars sald "yes" immediately. “1 
love heist films’ and thought it could be intresting if the robbers 
were underdog robots pulling of something ike a high-tech 
train robbery. 

‘Wiinenad dee by Ssh, Blinéspe follows abandot 
cybngthoves—Hatek, Kall Su an4Rokie—who atarkan amore 
comoy asitersusa dese wasteland Theaimaton ross 


‘tush and animation ince Elon Vk developed war own 


rae 
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‘Love, Death + Robots sought out talented arss worldwide, one of 


‘whom was Vancouver-based animator Robert Valley. The Zima Blue 


episode he directed was produced by Cara Spelle, who worked 


ith Valley onthe 2016 Oscar-nominated short Pear Cider and 


(Cigaretes and the Gorillaz music videos. 


“The team a Br thought Valley would be great for adapting 


Alastair Reynlis' story about a reclusive anst who we lean is 


‘sentient abot evolved from a swimming pool cleaning bot. “t 


‘coulda help but draw tambo sketches on the script margins 


ZIMA BLUE 


‘he frst ime I ead i,” recalls the ans, "Some af them even made 


‘heir way into the final designs.” 


Prue Cara Speer sys, "Zima Be had sucha eal, 


ilsopial one ot story fan ass earch fr mening 


Valley who has worked on animated shows such as an 


Flux and TRON: Upeising —really wanted wn go witha non-white cast 


of characters. “I started to think of Miles Davis as inspiration t 


‘was important to have a highly reflective skin surface with las of 


shadow and bright highligh 


ROBERT VALLEY 
DIRECTOR 


Ss wie 
Wl* sev WE Sao 


i ive 
er 


ts 
+, a Sua fe ‘ 
vase) XL. eee BT mo 4 


aren lV PL et es rd 
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Auta Chsme Sve wos dace by Pail Kevin Vin, 


Der Mee Davi Neck a Lar Nessa on, 


‘Mot Dagan The Kn Sl stay cms ona le tn 


kn ese of 2 eet commas ahr de anu 


‘Scali'sorginal story was minimalistic, which meant lots 


of efor went int creating the episode's visual comedy. “During 


toad tip across the US, we passed trough a small twa named 


‘Sun City, Arizona It was a reiement community and anyone under 


tiny. 


ve was nt welcome!” Van Der Meir remembers. “We 


AUTOMaTED CUSToMER SERVICE 


pltched the idea ofa senior Utopa to Blur and imagined an elderly 


soci, living ou their days pampered by robots." 


“We ike 1 ground our work in documentary research 0 


exaggerate reality,” Van Der Meirn explains, So the decors ried 


to imagine a paradise forthe elders, but found it hand to beat the 


laborate existing communities in places lke Arizona and Florida, 


"To sili that world, we had the help of many talented arts, 


such as painter Cyrille Glaesy, sculptor Patrick Bonneau, and 


designers Villa Arey and Agnés Studi, to name a few." 


ut? 
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Vancouverbased artist Robert Valley and Passion Petes 


prodacer Cara Spller—from Volume One's Zima Blue —were 


asked ta produce Ice for Volume Two, The episode based on Rich 


Larson's str, which fst appeared in Clarkesworld magazine in 


2015, Its set ina fnure where many humans ae “mosded” for 


enhanced strength and endurance, In the Emmy‘-winaing pisode 


‘wo brohers—ane modded and one nrmal—put thelr lives ars 


‘na dangerous race 


This new assignment was quite differen rom Valley's fist 


eplsode, “While Zima was an exercise in restraint, lee was all bout 


namic action. The voiceover performances rom Archie Madekwe 


as Sedgwick and Sebastian Kroft as Fletcher were very intense and 


save usa great base forthe animation’ 


Villy, Speller, and Emmy -winning art director Patricio 


Betto dlecussed the visual style at length. Valley felt strongly 


shout the diversity ofthe characters, "Sometimes my kid watches 


shows on TV where we see white characters in the lead roles, and 


only the secondary characters ae rally diverse. Ine, Lwanted 


ICE 


the sta look ike norhern-Canadan Inuit chs 


Speller, in particular, loved the relation 


‘wo brothers. The younger, modded brothe, 


place inthe new world while his older, or 


“That difficult dynamic felt very real, and 


Fletcher would risk both thelr lives to give 


to prove himself, I was also excited to see 


‘would do with something more action-orie, 


aailed it!” 


FLETCHER Is TH 
YOU WOULD LIK 
OUT WITH 

ASHAMED OF HIS 
KINNY-ASS BODY 
4AS A HABIT OF 
7ROSSING ARMS 


UNLESS YOU WE 
HIS BROTHER 


His foce was 0 
that the baby 
s wekbe 


SOME FUTURISTIC 

EQUIVALENT TO A 

BASEBALL HAT TO 
MAKE HIM MORE 
RECOGNIZABLE 


like o cat's, 


BUTTHURT 
EXPRESSION 
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‘Won Love, Deh + Roos suprising diene Jer Yub Nelson 


fist ead ‘Pop Sp, she knew se ado dimer The eon 


‘ale by Hugos-wionng wer Pano Tad Bacgaup coer on 


2 monly-conficed deve (Nolan Non) who mst enforce 


epon con by hing dow lealy-bom cen. 


“The story asks questions about the ajectory of human 


clullzaton. “As we live longer though medical advances, what will 


‘hat mean fr us? What isthe cos” says Yuh Nelson, 


‘The director isa fan of Ridley Scot's Blade Runner (1982) and 


POp SQUaD 


‘he 1979 clasic Metropolis. “Those design elements complemented 

the nl fee of the orginal story and ft he concept of characters 

who ae very old and whose tastes ave stopped evolving. 
“Bunhesherwouldivoreontchraceracting ae 

eso iad ameneconvrstontinaction’susNelon 

“Forunany, wecasgestacers( Nolan Ee Yun ElyO Be, 

Micheetonila te) wndelvesedverygroundeperomnces Our 

‘sperisnganimao: Then Labelle wasexellentatcapringhe 


sublsferatin Thewayevensmallesurescaneinfomation” 
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French studio Uait Image was behind Volume One's Beyond the 


Aguila Rift and retuned for Volume Two's Emmy®-winnig Snow 


Jn the Desert. Neal Asher: story follows an immoral man named 


‘Snow, pursued by ruthless bounty hunters. The episode was 


produced by Celia Dia and directed by Léon Béelle, Dominique 


Boldin, Rémi Kozyra, and Maxime Luéve. 


“This story is a clasic showdown betwen hero and vlan, 


‘ith unique visual style shat mixes the mots of Wester fms 


‘ith sc,” says Luére."We pushed the art diection to evoke the 


SNOW IN THE DESERT 


sun-baked American plains and designed aur characters a feel 


"ight at home in them” 


“The Unit Image tam scanned their favorite Western movies 


for inspiration. “We thought of Snaw as alone cowboy,” says Lure 


"His plant is so scorching hot that everything is designed 19 


prec he inhabitants fom the hes 


“We warked particulary hard onthe big action scenes” 


Lure notes, The eting was fast-paced to add impact and show 


jst ow brutal the bounty hunters are, Hiral’s reveal was also 


OX 


cullnging because we need to protec the sup 
ature, but also show of the beauty of he eybo! 
Then there was the steamy sex scene, “Our 
session was quite strange,” says Lue. "We wat 
‘to kiss passionately, but because of COVID heal 
could barely touch. But thanks to our est anime 
them coming together ina moving and emotion: 
"loved Hiralds atu and the reveal of 
{s.She and Snow are bound bythe same immont 


them ta ind lve,” says Digard 


Sy 
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JooR. Lane's leahoutataeaelsencrute ith 


morse from anoherienson wastage ets 


Glago based Axis Animation ledby producer Christanlingworth 


auc longime Damn Wks Animation eran SimonOan 


Jeanifer Yuh Nelson gave me afew stores to read and Iwas 


‘immediately drawn tothe moody feeling of “The Tall Grass," says 


(Ot, “Toved dhe way the story slowly builds the fension and drags 


the reader ito a wahing nightmare 


lingworth ho also worked on the fist yolume’s Helping 


THE TaLL GrASS 


Hand episode, adds, “I'm ahoroe nerd, 501 was drawn ito this 


story. There's surprising shift froma dreamlike state of calm ina 


lent hor. H's that shocking perspective sift on one's ie that 


can change at a moment's notice” 


‘Ou was previously head of character animation on the 


acclaimed How to Train Your Dragon wilogy and wasnt interested 


In byper-salsic animation, “Throughout my carer, always loved 


the work of visual development artists. Luckily technology i ata 


in tht allows us to bring pains ole. The team at Ais had 


developed some amazing techniques that enabled the sory to fee! Richard Wright for handling most of the keyframes and matte have been able o tell at DreamWorks," says Ot 


Uke a moving istration.” paimings as well VEX supervisor GeorgSebastin Dressler and twopes and the style of filmmaking, which wasn 


(to and lingwosth cet art ivecor Bram Sels and painter head of animation Rishab Chitvoda, “This is sel tive-eton fl.” 


CHRISTIAN ILLINGWORTH 
PRODUCER 


An® 


ALL THRoUGH THE HOUSE 


(On Christmas Eve, a young brother and sister encounter a nots effects left by filmmakers like Ray Harryhausen and Pil Tppt, nana 
jolly Santa Claus nthe anthology’ ist stop-motion project, All and | wanted our monster honor sha. Stop motion isa great 

Through the House. The episode was directed by Eliot Dear and technique for bringing uncanay creatures to life. There's a taclity 

produced by Alex Halley and the team at London's Blink Industries, to puppets tha Fels real because itis 


"ve of ce ip-etion animation ued wan Dear as finds inspiration in ive-actoa. “t looked at family mci 


‘foing ses like the Ranks Santa Clas s Com 9 features like Home Alone (1990) and Jumanji (1995)," he says. “1 


“Town (1970, which we refered to in ths film" Dear expla. "Sa ‘wanted 1 ean into that nostalgia and create someting familia. 


‘ven the sory tums fr sweet to boa i'll he moe shocking Thea, when things go teri wrong, {referenced films like Alien 
“There's a legacy of fantastic stop-motion cesture special (1979) othe lghting in The Thing (1982) 
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“We were developing and refining the 


technique while making the film, which has 


risks. But this time, it paid off!” 


ELLIOT DEAR 


DIRECTOR 


“The Billy puppet stood 8.3 inches high, wh 


Inches. And at 1.25 fet, the Santa Monster was 


stop-motion puppet. The sizeof the sts varie 


‘was fee squared, and te largest was over 16 


“The stop-motion footage was augmented by 


‘Dear explains, “The human puppets had rackiny 


faces, The eam at Storyline in Oso tracked and 


faces post soot. They also augmented he creat 


and a tongue. The snow is also CG, a is he eob 


trom the eeature’s mouth 


“tn adtion othe usual problem-solving © 


shoot, the pandemic added complications as we 


seep the ans safe," Dear says. "We wanted 10 


despite the imation, and everyone on the team ¢ 


produce amazing ftage. 


“When yu'eonastopaedon sh, youbiy 


‘watdinhe sui The pandomiclodlownarplifiad 


setabto”Dearcnfides “Youmighseea guy wall 


sola wananmakinga ny cai orsomeeneelse pt 


nandber maser Almost eer ey ik, Wong 


init 


ey 
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“This shor, character-focused fil is based on Harlan Elison's 


story about a combat pilot (played by Michael B, Jordan) who seeks 


refuge in an automated shelter after crash landing ona faraway 


planet Elson is legend inthe sc-i gene, having published 


‘more than 1,700 short stories, novellas, screenplays, comic book 


scripts, teleplay, and essays. The film was directed by Burs 


‘Alex Beaty, produced by Samantha Brainent, and at directed by 


Alexey Androey 


wanted designs to fel familiar and realistic, and all 


ORY 


LIFE HUTCH 


of our references were curent-lay military handwae,” explains 
Beaty “For Terence's ship, we replaced the aspect ofa fighter jet 
‘operating in the atmosphere with concepts that would function in 
2ero gravy. For instance, engines that can swivel to apply thrust 
In whatever direction. Oddly enough, the allen ship was based on a 
Virus decision made before the pandemic hit, so it was purely 
colncidenal just wanted the design to evoke a negative reaction 
from the audience. 


“The cuts between the live-action and CG versions of Michael 
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LG. Ballar’s 1964 short sary “The Drowned Gian significantly 


lmpacted Tim Miler when be frst rea it 6a teenager. “My dad had 


‘huge library, and int found a collection of tries by Ballard 


called Chronopolis and Other Storie. parila liked "The 


‘Drowned Giant” because Ballard dd not attempt to explain where 


the gant came from or how he died, leaving it wo the reader to El 


in theblanks” 


LLD#R wasn’t able to secure the rights frm the Ballard 


state for Volume One, but eventually, Miller was able to convince 


THE DrOWNEd GIANT 


allan’ daughters that he would tet the story with tremendous 


respect. He wre the screnplay adaptation himself, keeping very 


true to the orginal story. 


Forte narrator, who bears wimess ashe story unfolds, 


Mile wanted British actor Steven Pacey “He ia wonderful actor 


wha frst became aware of from his reading af Joe Abercromble’s 


Fst Law seis," he explains. “Steven was perfect forthe learned 


Btsh scientist but versatile enough to play the American 


conductor in The Tall Grass episode. 


Orn 


‘Serban. Dan Milign nee wokincades ack, 


Parer 2018 an Termin Dak F019) Mer deep 


cconsctntot story made te sesmentnanvery nee 


lovedthegmeratoneofthesiry ane wewanediotakeadvanageat 


theslmerpace. Taelesngandcaneramoveshadtobeny ties 


tuthegjanwouldscemevenmareremustabe” 


“Fincher was reviewing episodes with us one day, and 


Jennifer's hyper-volet Kill Team Kill played right before The 


Drowned Glan," recalls Mile.“ 


bot—not only the cognitive dissonance from the clash of tones, 


hut because it was exactly the kindof mad juxtaposition of styles 


we hoped could happen when we stare making the shove 


gned t 
reflection of t 

talks about | 
when discussi 


topics, t! 


VoLUME 
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‘A crow of sallrs fights for thir ives after a gant erab-ike 


thanapod climbs aboard ther ship. Bad Travelling was directed 


by serios executive producer David Fincher. There were several 


reasons this stry appealed tothe Oscar-nominated auteur of 


Fight Cub (1995) and Mank (2020), 


Fincher liked the And Then These Were None (1939) aspect 


ofthe try, 


esting othe famous Agatha Chrisie mystery in 


‘hich characters are killed ane by one. Also, “I'd never done—nor 


ver will do—a film that aks place onthe open se, exceptin 


BAD TRaVELLING 


animation. I've seen Waterworld (1995) and heard stores about 


‘making Titanic (1997)," he jokes. 


Realty TV and cinematic greats bath provided inspiration 


forthe episode's visuals—think Roger Deakins or Gordon Wilis 


shooting Discovery's Dealiest Catch .CG supervisor Colin James 


claims working with Fincher was a masterclass in lighting. 


“Our lighting reams don't come from live-action backgrounds, 


James says, "So each review with Fincher was valuable 


learning experience 


econd unt director Aaron Weldon says, “Fincher has 3 


precise vision, but athe same time, he's collaborative and excited 


about the process" Animation drecor Hubert Daniel as, “We 


‘new it was Fincher’ ist animated projet, and we wanted 


everyting tobe polished and perfect. 


‘Bad Traveling’ famastc design work was by Tact Sign 


Studio in Chin, le by Xu Tianhua. “You'll neice that he silos 


‘have these weird, sunken eyes in skulle faces, And the creature 


design was hori” the ditector recalls. “The alien thanapod 


was the ize ofa Range Rover. Whea t moves acros the bos 


we wanted ito sound lke 2 coral ref being haces apart by 


Fincher chose 1 use motion-capre because oi 


dliectable nature. "We had a ver 


talented group af actors, but 


thats not say that there's not ike 9,000 hours of hand animation 


‘on top oft make it work perfectly 


“A perfect line reading for me is often 80% the way 


I hear it and 20% ‘Holy shit, who would say it like 


that?’ I don’t know any director who isn’t looking to be 


. Surprised as in, ‘Why didn’t I think of that?’ ” 


, Anew OMNeT 
ISLANDS, 


PHAIDEN I 
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‘Dg, Simon Afviel leans the horible tah bend a race of insect- 


luke aliens called the Swarm, Series ceatr and executive producer 


‘Tim Miller tackles the complex, cautionary tale from Bruce Sterling, 


With Jessica Ambrose producing. 


‘The many alien creatures in the film made Swarm very 


Interesting forthe Blur character modeling team,” says character 


supervisor Nicolas Collings. "The team used real animals as 


Inspiration forthe lok ofthe creatures, especially deep-sea 


bioluminescent fish jellyfish, and lobsters” 


SWArM 


“Tact Sgn Sto agin handed the concept development. 
Ait Xu Tana relates, “The alien mate of rates who 
evolved in nero gravity made i ilficul find a reference. But in 
the end we fund creates nour world to spark our imagntion, 
Forthe design ofthe human characters, we pushed the proportions 
‘of body and face but stil ep it grounded” 

“The projets lighting led arst Ar Sayan ads, "There ae so 


‘many alien underwater plants, rocks, and creatures, it was dificult 


to limi ourselves—we wanted ta keep creating moe. I was 


VUR 


when we started. TIM MILLER 


DIRECTOR 
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Direcor Jennifer Yu Nelson and producer Charlie Sweitzer worked 


‘ith the talented tam at Titmouse In Los Angeles to create the 


hyper- violent but darkly humorous Kil Tam Kil. The story by 


Justin Coates centers onan elite group of soldiers hunted by a CLA 


experiment gone murderously awry 


Antonia Canobbio, the crestve director at Timowse and ant 


iectr ofthe episode, jokes shat his team was quite sila tothe 


soldiers inthe story. “We were a tam of extreme specialists—but 


‘ith less muscle an fewer guns” he laughs. “And just lok athe 


KILL TEAM KILL 


result an ocular knuckle sandwich! Every single team member 


came tot with serious pasion, 


Animation dine Bey Broke ves Kil Team Kl six 


ur ama, anacton oking spain fram cassssch 


Sship Topas (187) and ren (167), Paul aca desig be 


solssand llth yeu “Pal hs sucha dep indesanding 


of ride out ano’ ike go Schvarznaggein sean 


controll hishan'saystmoke."Hishsigns ta high bar for cur 


anianrs—al hse fucking vein pours 


ee 


"Simon Bisley and Tanino Liberatre were references for ‘moments were the subtle performances. “The amount af pencil Director Jennifer Yub Nelson ads, “1's all 


beefy anatomy, and Verhoeven, Ridley Scot and James Cameron mileage required to ge these poss ight was insane,” he says. ur fist ecording session with Gabe Luna and! 


{for the sci acton/satie vibe," ads Brooke,“ had a big "Animators Diego Porral and Alejandra Guevara Cervera dd asking Seth to imagine throwing that pee stream 


seference litrary of war movies for pose, effets and tone— Incredible work withthe quieter moments af dialogue, establishing ‘to make his dialogue sound more authentic!" 


flicks lke Lone Survivor (2013) and Platoon (1986)." the personalities ofthese characters through subtle mannerisms ‘Brooke laughs, “If you look closely a that 


Accotding 1 the animation decor, the most challenging and gestures.” 


‘weapon changes size prety dramatically betwee 


—Lipey Dynamic med 
oxygen ted CAPSS 


L 


a the Baa SGll 


Stra “4 4 MeON 


For bic Yobeatic /Funchin 
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“Tobringtbetemorof Asn acer saryhorcr sey ae 


LD isabel Ch prdcer Deng O, 


theta Sony Pics agers 


"When I ist read the scrip, saw an interesting creative 


‘opportunity t2 journey from the realistic mountain of Afghanistan 


‘nto an underground world of Lavecaftian hort” says Che, 


‘With his VEX background, Chen's goal wast create a 


‘rounded, realistic CGI film, “We! 


ily researched the kit and 


‘weapons of Army Special Forces, an | had excellent echnical 


IN VAULTEd HALLS ENTOMBED 


advice from two former SF soldiers,” Chen recalls 


“Te Soy tam wos nied by Dak Vas cms in 


Aen (179, wl aaa ayes ek nF 14a Rag 


Diskin aes 208 G07 "Wc ferme 


sl sce ater often sha, 


“The undepound cy fis in he lowe ofthe writer's 


Lover world, Te caver was desig for gs and ct 


Faanang” he explains “The enormous sizeof the stairway emp 


the significance of haan inthe world of hese elder go 


“The story's bound god follows Lavecraft's 


of pseudo antropoid form with an actopus he 


wings” Chen noes, "We added multiple eyes = 


beneath is slick and diseased skin.” 


(Chen lves the climactic scene inside the p 


bound gets the rwo lead characters. “The a 


Coulthard wil be the hero, but he succumbs ta 


assul,” Chen says. “W's Harper who stops him 


bound god and saves humaniy 
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Emily Dean, best known forthe award-winning sc shor 


Andromeda (2018), directed the adaptation of Michael Swanwick's 


“The Very Pulse ofthe Machine.” Mackenzie Davis—The Marian 


(2015) and Terminator: Dark Fate (2019)—voiced the lead characte, 


“Martha Kelson, an injured astronaut stranded on Jupiter's moon to 


Lew how I wanted he film to look; a sual, hypnotic 


experince of color and light as the astronauts journey cums 


‘nto a surealit meditation on ie, death, and consciousness,” 


‘Dean says, “The art style I ek worked best was he ‘Ligne Claire” 


THE VErY PULSE oF THE MACHINE 


style of Franco-Begian comics, typified by the work of Jean 


‘Moebius Giraud,” 


Japan's Polygon Pictures, led by producer Shia6 Shiota, was 


chosen to produce the film, Using concep ar from Wardenlight, 


‘he team crete a style that was a blend of Franco-Belglan 


comles and Japanese anime. “Polygon has alot of experience in 


non-photorealistic rendering styles,” says Shiota. “Stl, we needed 


to find a balance that felt ke usrations in motion but dda’t 


overwhelm the audience with to much information.” 
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Release latch 
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Spanish anist Albert Mielgo ells the haunting story ofa deat 


‘ight and the seductive water siren wha bewitches him. Mego, 


‘who wrote and directed the episode, was eager our something 


ciel diferent after his Emmy-winning episode from Volume 


(One, The Wiiness Produced by Sergio Jimener, the animation was 


done by Mielgo's tuo, Pinkmanty, in Madi 


‘sibaroistaslonastange,ixcreaicrsipberweenthe 


‘antes, wnarebod presto Milgsys.Taeison 


spedandeviheesheraestese ches play rental. 


JIBArO 


“This piece i an homage to nature," he explain. “I prepared 


for this project by exploring America's West Coast Inthe fll of 


120, the world was in full pndemle mode. So I rented. a van and 


drove noth to capture the early autumn colors, just as the green 


1s fading. spent weeks collecting visual references and geting 


lost in several forests. was trying to make every shot fel lke a 


painting in 2 museum.” 


Micigo also dave deep into historical references when 


designing the clothes and armor. "We found some increible 


i 7-0 AO ca 6 


®°¢ese000~— | — >) 


Pad 


“T was trying to make every shot a painting.” 


ALBERTO MIELGO 


" 
& 
i 
5 
a 


\ ; 


Renaissance mesh armor in museums, And our 


and jewelry were based on folkloric designs fot 


in Nom Africa and tna.” 


“These inspirations helped Micgo differen 


from the usual sien archetype, "She's not based 


mythology, not typical sien wha hypaotizes 


‘beautiful songs the director says. "Se divest 


except Jiharo, who can’t hear he ut is aptivat 


1 consider this story tobe very personal, a 


biggest achievement visually,” Mielgo ads. “Is 


‘way, both the sren andthe deat knight ate asp 
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John Scalzi returns ta post-apocalyptic Earth for this fllow-up 12 


‘Volume One's Three Robots. This time, ur soes explore the lst 


bastions of humanity 


“John Scala is very connected tthe zeitgeist and makes 


jes at everyone's expense—from dit-poor survivaliss and 


‘yacht-lu tech brs othe goverment and Elon Musk ype,” 


say decor Patrick Osborne, who is best known for writing and 


ieetng the Oscar-winning short Feast (2014) and the Oscar 


ominated Pear (2016). 


THrEE ROBoTS: EXIT STrATEGIES 


Spain’ Blow Studio produced the episode, continuing their 


work frm Volume One liked the naturalistic animation they di 


In the orginal shor," Osborne ads 


“Lsryboarde mat of the episode myself because i's 


jus ulcer tht way. Thea, we beg on Marin Rabikows, 


Ama Pu, nd ames Paco fe cut he vu” the dear 


ecphins. “We lok at el versions of recy everything in he shart 


because thoughts all exis ay! Except forthe Mas 


roche desig, which alan he illonaie raving es 
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also hired a comedy graphic anist named Daniel Spenser 


“Levine, who works for people like John Olives. He created 


“shies, posters and all kinds of funny visual jokes to use asset 


resing we had a lt of fun with this. And since we use digital 


sistans for everything these days, it wasn't much of a stretch 


1p conceptualize a murderous Siriaype of assistant forthe Sea 


Stead scene 


(On the topic of automated arias, one surprise forthe 


team was thatthe software used in Volume One for the voice of 


11-45-G, the pyramid-shaped rbot, had now become obsolete 


“aus ite lesson that shows even robots wil be vic 


relentless march of ime!” jokes Osborne, “At leas th 


aves you abit f hope for these robots who stated 0 


“The shor is funny but abt dark, so it was kind of sw 
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In Neal Asher’s story “Mason's Rats,’ a curmadgeonty farmer 


unleashes a atpocalypse via roden-kling death machines — 


bot has.a sudden change of hear asthe body count rises. The 


|LD#R team again partnered with Scodand’'s Axis Studios to handle 


production, with Carlos Stevens directing and Bram Sels as the 


are decor, 


‘When Steven fist read the scrip, he fel the tone coll 


be like the Coen brothers films crssel with Spelbere's Saving 


Private Ryan (1998). “Sounds ke fun, righ? American Reglnalism 


MaSON’S rATS 


also influenced me; the honesty ofthe antic movement's 


depiction of farm fein the early 1900s drew me in. No fl, just, 


the simple shyt of agricultural ite, 


Stevens relates, "My grandpa was a hermit who lived ina 


shust town in the middle of nowhere and was locked ina constant 


te with all he raesnakes, dems, and desert animals 


round his home. So I can appreciate te feelings of Mason—a 


‘man coming to terms with the animals om his land and recognizing 


they're more rend than foe 


CARLOS STEVENS 


pIRECTOR 


t 
‘iba 
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An army ofthe miniaure undead wreaks havoc in his ti-shit 


zombie apocalypse. LA based BUCK handled the production, which 


‘was ln by directors Andy Lyon and Rober Bis, who loved the idea 


ofthe brit episode's simple premise, 


‘This ainsi sti ofthe big vera buna istry" 


"is explains. “Ther aeons of tations fra st done til in 


sesh most of tel in thenarae mumaka’stolbex ae 


cof When he whole tory tke lace though a 000 es, 


yathaveto tik of new ways tel he sory” 


NIGHT oF THE MINI DEAD 


“The fact zmbie fl a sich wel-Anown opens 


‘he ance’ brain ilsin he aps fous, because they've sen his 


concept many tims belore. So we coud expand up the drama of 


spocalypc bates nl gloss over he del" yen ets, "Evel, 


wha wast fist a araivehundcap became an exiting new 


specie on ove amir events” 


But hot sa his mila bias? “Raunchy sx 


Ina cso comer jus eb. ight” sys Lyon, "ean everyone 


an elo hae juste a Sani is. Then hings pt 


exe 


250 


1 dont think one could find many projets with more significant 


personal investments of ime, pasion, energy and love fom the 


people working on them than this show. I fels wonderful 0 


allow artists todo thei best work om films they believe i. feels 


fantastic ta have writers so excited about seeing ther stores 


brought wolfe. This whole idea began with Fincher and I wanting 0 


‘create a collection of animated stories that pushed the boundaries 


‘of artand story and brought animators together to make things we 


‘coulda’ imagine. 1am humbled by what they have achieved 


“The LDR team here at Blur has become areal family, and 


‘we're so grateful for ll the dedication they've shown psting the 


show together: Without them, we couldn't have set this love letter 


from the global animation community out into the world. 


And oll the fans of our show around the world, thank 


{you so fucking much for watching! fel like we're just geting, 


warmed up. 


TIM MILLER 
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Love, Death + Robots. am forever grateful to robot masters Tim 
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1 Howard, forall the time you spent on Zoom with me fortis 
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the yeas. Finally, a big thanks 1 my eight-year-old terrier buddy 
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H + ROBOTS. 
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